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This pnESpntfltrnn oFnc^ vidlio installations 
by Bilf Viola marks ihe beginning of li 

eifhibitiGns LfidL will explore hisrorical and 
contemporary developpnenls irv the media 
arts- "Mapping tbe Media Arts'' will cxi^rnina 
I'he tran^forrndtmn snd inccrporation of 
media—inf lodin-g fihru video, audio, and 
utber digital tpchnobgias—info installation- 
art pr^cticeii. which play an important part 
In art malting today. 

Fn addition to being featured in the 
G4lggc"n^leilNsexh^blllD^ program, the h:Story 
oFthp media ^rts is being integrated inlu Lfie 
mus&urn's coHectiofi^ The afguisition of the 
two installatign& seen here—The Messenger 
and The Cross mg (bnl^h 1996)—signals this 
new direciiofi in the museum's collectirg 
program. At fhe htdtl of ifie museum is the 
collection! and preservation oFari. I [\u 
Guggenheim's permanent collectinn idcntifioL 
Those arrist*; and arl forms that have nade 
significant contributions to modorn culture, 
^nd it cinbudies a procci^s oFcritiral 
examincttion ao-d renewal. Throu-qh iL th# 
museum continite? to Qi ow di-d re Fleet or the 
v^orld it inhabits—interpreted and reorespnted 
by artiste through tFieir art -and attempts to 
ground and mafcrn^ pf^rmaner t what is 
transitory and physically vulnersbie in srt. 

The ri^sult 1^ tfic creation of a body of works 
that serves 5cholfits, artiste, and fhe public as 
a contiruil resource, constantly creating new 
msanin^ by fostering a chiilicngrng a^id 
rewarding dialogue between ari and viewer. 


The eddihnn of Viola's The Crossing 
and Thfi- Messenger to the Guggenhciin's 
collection rccoqniies ifie artist's significant 
achievements in defining modia installation 
art as a leading aestheric discotirso in today's 
riilTurc. Since Lfie early 19'705, V?ola has been 
associaled wi|h the incorpOrdtion of video 
into tfie realm nf art mahiisg This thread 
of nrt history originated in the early 1960s. 
with artistK p fForts to radically re e-nvision 
ihe art ub^ect and to move past th# 
categofic-s, iriati^naF^, and irslitutions that 
traditionally defined art and the world. 
Altefnative exhibit-on spaces and new meaos 
of di-ilribuUiig art were developed, while 
ideas about art making were in o fluid stale of 
redefinition- From Happenings, performance 
arf. flrtd the Fluxus group'i atilpvit.es to 
avant-garde film and installation art, this 
ra:dical treatment of art saw the collapse of 
fraditionaF ‘^rulptine and tfie introduction of 
technologies invented or adapted by artist^ to 
create r^ew sounds and imagery It was froiTi 
this context that Viold ems.^ged Among the 
Fifsr of a gene rati nn of artists to cieateogt 
■of that oppusiLional reaction to the art world 
a poetics that rebuilt and engeged a-esthetlc 
toriterns, Viola reflflimed aft making as 
a sublime and reasoned means by which to 
frame and undci &tand ibe world- 
At the center of Viola's art h the 
expFufdtnjn of the individual's rolaticsnship 
to the world Ho frequently draws inipif^tiun 
from world retiqiors and spiritiial texts that 


inquire into th-e relationship btlween the 
forces of nature and the human-made 
environment. In Viola'i videutapeB and 
instfllla Cions, tbi^ mqiiiry takei the form oF 
an exploratiori into the woriing proccsie^ 
qF the structures uf perception. Thus in thp 
videotape I Do Not Know What It Is I Am 
Like (lyBO), among other work^. the 
inKtr^iment of the ejmer^ IS 5een as an 
extension of the body and Ui ^ rnetapfiqr for 
the Lict uF Icobrng. In a striking sequence, the 
camera^ trained on an owl, gradual^ zooms in 
to reveal the worict reflected in the bird's 
eye thif world that includes the artist and his 
optical inilrunie-nt, the video camera. Th& 
videotape Hatsu Yume (First Dream} (lysi) 
is d powerful, poetic visual lext that offers 
|ijyTflpn^.itioris of quotidian aspects oF naturo 
and the built environment, presented In sFow 
moliori. The gesture of a hand and movement 
of a body across an urban SpjCu becomes an 
ileqanc and powerfu- natural choreography; 
the wash of rain acroii a windshield beromics 
a brif mnt display of ntOvirig ligfit ar.d color, 
The issues, examined in these iwu works 
have bcHin oApar ded upon in a landmark 
se-ries of installatton pieces, including Room 
for 5t. John of the Cross (l9SJ) Hero, the 
wnrirl of the interior imagination converges 
with the senses' perccplrun uF the exterior 
world. Recitations oFtevts written, by St. John 
softly erTanate from a tiny Structure, which 
evokes the cell where the arnprisoned saint 
composed his poetic language. 
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^imulrafieously, in thp Kurmundifi-g ro-om. the 
rujr c^f thtd tiJemEnti b h&ard, and shifting 
views of the mountains tiwt iturounded tli^ 
martyred seirt’?; cell are seen in mnniinnenti^l 

images projeq.t€hd against a wall. In Station a. 
an initiliNation tylated Lo The Crossing and 
The Messenger, figures seen slowly 
sinking mto water, foregrounding the body's 
relationship with this natural ulum.c?nl. 

The conleiT-plative evocation oF place and 
selF in tfses-e works provides 5 sense of 
wholeness o# mind and body eicisdiig within 
the increasingly Ffagm-enred and anchorless 
contemporary world. 

Vida fashion'? his art fr-om a sophisticated 
production process that fuaei film and video: 
yet despite the complexity of its lechnolugitfii, 
this aspect of the work vBoiKheR in his 
powerful instailations and videotapes. Viola's 
transformation of the in&tinm-oiits of 
technoJogical image malcirig into artists' cools 
IS grounded In a use uf the- poeEic and 
representational image as ^ ptieans to reclaim 
the Karred. His works cornmunicote not solely 
th rough the conventions of represeofationp or 
thi oiigh story telling, but rather by drawing on 
the body as a securp place of meaning, 
understood as wheU end contiguous with 
the natural world. 

Ir^ The Messenger, n large-ical# 
projection piece commissioned F-or Durham 
Cathedral in England, a ngde male gr^du^IFy 
emerq&5 from th& depths of a pool of water, 
rising toward the viewer. Breaking the surtace. 


he takes a deep, audibk- breatfi. Llosui. his 
eyes and sbwiy sinks bark into th? depths 
Wiifiin the re-iigious space oF the original site, 
this was an extremely cvocutivc image, but 
the work's subbrni power, which d&rives from 
its materialisation of time and exposure oF 
gesture and mciv^menc, not tied to a slnglu 
locatton. Its meditative imagery commands 
the galligry. drawing the v-ewer's gaze 
toward its distillation of the human desire 
for transcendence ano fusion with the 
natural world, 

The Crossing features two simultaneous 
projections of a man walking through a 
dark space toward the hli irrugtd 

gradually friling the screen? on which tve 
appears. In one of tFie projections, fire 
appears at the man's foot, slowly rising upward 
until his entire body is consumed in. flamesi 
tFie olfier sfiuws; tfie same man being engulFcd 
by water, a trickle oF water tutniiig inlu a 
stream and than enveloping hiS entire body. 
The images 5 l^^wly fade into darkness before 
the work beyiris ks Cycle anew. Tha figure ^ 
passage across a r#al spec# that in Its virtual 
replica become? engulfed in the primary 
elem#r.ts of fire and water i^ an eloquent 
meta:>hor for the trarsFormattv* pow#r of 
the image. Reclaiming a tradihon evident in 
farge-Ecal# pain^ngs. suebae the lath-century 
canvases chat filt the du Louvr#. 

Viola creates througfi film and yideo a public 

yet priva^Te experl encF of magical power 
and revelBticrn. 
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The Messenger and The Crossing 
foreground time and the pHjrception oF 
movement as th# conditions that determme 
pur understanding and e.xperiefice ot images. 
The tpruporRlity of the body'? moveniont in 
Th# Messenger, as the figuna e-merges fre-m 
th^ diS-ptllS to tfi>u SUildCtj ol ifie -wuler, reveals 
a sense nf spare thfit affirm? the body as lived 
expenenc#. The erasure of the figure through 
watr?r -and fire in The Ctossiny iiuggeits that 
the primary eiements are the matter from 
whicfi w# emerge ard to which we return. 

The Spirituality at ih# core of Viola's 
aesthetics, i^ formed out of an epistemology 
based gr the senses: his poetic treatment oF 
the |■|unlar| figure, w^iich links his art tg the 
trfidstir^n': of pajnPing and sculpture, gtOWfi out 
of this belieFsysterr. Yet in Viola's work, this 
ompha-sis on tflC Figuriillve is aisu associated, 
with a postmodernist reniewal of aesthetics— 
not merely in referencing past forms, but by 
presenting a belief in the pgwer of the artist 
and of vision itself. 

The Guggenheim's newly established film 
and m^dia-arts icollr?ctton und ovhibitlon 
pr-oqfam reflect the signiiffcance of media art 
ir^ tPdfly's culture. "Weate sincerely grateful 
to The Bohen F-rjurdarion for their gift of 
these two major new artwerks. And we are 
exlron>ely plciaied fiavt? iFii:! oppgrlunJty 
to recngniTe Viola's singular achievciTionl. 

JOHN G HANHARDT 

.Senior Curator. Film and Media AiU 
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1 . Tha stopfilng Mirm. 1991 

VllJeQ/spuuind inEiai j^lsn 

E'i<hJDition COUv^ ijrffiir'tiil in ttiE Mu 5 eum fr> 

Mn^lBrne Kun^t. FfflnWurt 

- Still iitiiigifta f?ifinear on tour large frcreens 
motirted parallf^l to rhf^ foijr vi^aiis of the 
room. A ^olce J5 audible aft the center of 
I he apHce, quietly 'Milsparing a odntlnuCKJS 
chant that deficribss the q?iS5lve Joss Off 
bodUy sansarlen In an unknown black 
At refidDm rntervals the Images 
simultaneously burst Ir.to mwernen-t, 
fmomertsrlly oomlr^flto life In violent 
frenetic nKition and loud marFiig SOUCKS. 
They abruptly becomfi silent and sttif 
bi^ain 9H ^ramn frames, until the reKt 
burst ot Ecllvlty once agaiTi brings Them 
to lile. The room continues In a cycle 
oC ^'USlain and roleasop m. m&mory and 
experience constantly imeract wllhln ihe 
larger abresfn of ttia parpetunl movement 
of mJrvIdual consciouinoss. 



2. Th« Sleap of Roosoo, 

V^M/sourrd Insiallaficn 
C^imegJ& or ArU Pillaburgh; 

fiflufiaum Purth;« fijfl of Miiton Une afiiT 
Lilt: A.W. MbHdti Acjquls^tlon EndQwrnflr-t Tunrl 

A blaek^iXHvfule irronitor on a w'oodon 
ches=i sl>owa a close-up view of a parson 
s^^eping. At random iiiteivala, tha lIgtiTs 
in the roonn cut out und l?ir§je viotent 
appear on tfie walls as ioud 
nocriryg sounds fill ibe spaoa. After e 
few soconds, the Mgtlts come on and tha 
rouiti abruptly returns to normal, as If » 
momentary gjnripsti ol i^nott^er, r^arflUeS 
wrid hss asipeartKi. revealing a da^k 
UFidetSide Lo the lamiltar wall-llt 
envfromnCTift. 


Fourth Floor 

Emr[y netiflr Igriffau GaJrarlftfi 




Third Floor 

pRier Norton Family Gollonos 


y, Slowly Ttimlng Narrative. 13Si? 
Vidfu/iivungl if?la.|atlon 
EdlTifr"! 2 ; Lor Anf*[plRF=. Conrty Muf^jijiTI 01 Art; 
Modem and Contemporary Arr Council Funii 

A large rotating fif.rn^frt shows men's 
luce In black-F^ndAvhlte on nnn slrk? and 
a series of color imagos on Thfi other. 
One Bide at ihs atraan Is mlrmreo^ ;^nd 
It rcfltfcls Uie viewer's own mage, as 
well aa Itse nrujected Images That Trava; 
across Liie wailB ul ihfe fimm 'I-r 
S r^ryi^rs luma. A voice rectles vanous 
slates ul beirsg a no actiens In a nonrinu- 
oua rupRtitiv^ Thp pnlhfl space 

bet^omes an intetior for the r^hvalatlonn 
ol d constantly turnmg mln^^ ab^rr^ed 

wrtJi itiitll. 





IQ. He Woaps for tou. 

Vl^Jw/sc^ir'^l ■ I rilul lulicHi 
Edrtion 5 : OftliRction ol Fi,nit?l 0 urid Hiulurd 
Krurriiichi cqntBsy THea Westrelch A^r 
Adtioor V ^tT viou-ii 



A drop cf w^itui Cineiging from a siiiall 
b^a^s vafve is mag^iificd by a wdto 
camera and p=^o|ettcd on q laigy screen. 
The cJoso up imago ruvcols that Itie 
vif^ws-r ^nd a ^Dortion o-'thc room ore 
visible nsibe each fo^rmlng Uigp. I Ur 
drop swc^lls and ^'inaliy falls, and a loud 
SKiUnd is heard vyhon it larids ori an 
amai fied drum, the enhrR room arid 
persor^S In i are sjbjcet to cho L-aaencu 
iyf thR Fa-ling dmps. which continue in 
Infir^ite repetrtion ana rcncthuri, 


















3. Rooni for St. Jorvi ^ ttie CnwB, 
1983 

VWeoycCHjnd inatyllptign 
The Museum AT CArrtempdrRry Aft Lu-s 
AngtiL's: Itve El Paso MatUr'al Sas Compatiy 
Fund for Cai rfArnis Art 


Through a wfndow in a blac4( cubicle m 
3 black room, a $ma1? color rrvonitor on 
u wooden visible. The iironttw 

diaplays a co^nr Image of a ^anquil 
snow-covfif^d mountain. A vOice qukstJy 
recitiiig the poems erf tflo Sponi&h iTiysl^c 
St. John of tfvfl Omsa can barely De 
hea^o !rom w^tliln. Outside, a lor^je 
knage projected on the- wsll Shows 
black-and-white (rr^ees of snow-covered 
mounlains In constant w|Jd, chiiotjc 
iTiovement. A loud, foaiing sound fills 
the apace like a STOrm. St John'e 
laotirria ofleh desenba love., ecstasy, fly- 
lOg, and passage thimifih the dark night. 
They ware written while he wos held 
prisoner in a tiny wEndowIcss cell and 
lor lured by tha Inquisition for nmB 
moiLha iM the y#^ftr 1677. 



1 ]. The Greeting, iDDb 
Vldeo/scurw] mstsnation 
A'Lrj-L'ii Hruol 2\ Wllrtnc^ MUieunn of 
Anf>etfita:i ArEi Ne^- 'Vhi>;. Partml und nromi^ec 
g\fl u 1 un s^^onymous donor Kd.-Wb 

An imiigM bequBnee In^v^ivln^ three 
wonnen in an iinJuishml urb^in landscape 
is projeoLed onto a lar;^o ficre^^n Tpuntec 
to Lhe well. Iwo wc^men j^re engaged In 
con-vcrselior’; when they are interrupted 
by Ihe arrival of e th^nri woman The 
How won I Lin Ihe nJder of the two, 

-appa^c-nily her Irierd. anc ipnow.^ the 
other, bhe whispers m urg^rvt rriessago 
Ih her Mond'^ vui, lurlher isniatlni]. 
the olhti wgjTian. With an undpirlying 
owkwdrUrieiiiip introducfinri.s are made 
and pioj$yr»hiBe ejechan^ad amrsng the 
three, lire action unfolds In entire me 
^iow nioboiip aliGwirip rhs nuance of every 
fleeting glanci? and goslure tn hflcame 
heighteried arid remain suspftnded in the 
vlow^Cr's conso uus idWr^rsneAa. 



12 . Pjjyfiuga, 13 B 7 

V:doo/aoupMJ inatailatlen 
rrtirifin ! Soo hiantiycu Moseom orMortjsn 
Art: Aj^cessions C&nnimitfflfi Fimct; gift uf Mr. 
.inrl Mr:-. Donjjid G. nstiei', Susan and Pi'Htiui l 
Green, Pamela arri kinhaid ki’iirniich, and Mr 
uuU Mry. Br<? 0 ^S VValkar. Jr. 

A long, narrow corridor Isiirls to a small 
inner room whore a large prof&ction tills 
an entire wall. A videotape of e child s 
birthday party m iH-inj.^ pJ^yed hacK In 
ejttrcmc 5iow irsolicn. lakinp. sewn hours 
ID uriiyld. Ihe roc-m architecture places 
the viewer uricurni^^rt^^nly r.’osG id tbo 
image, and diy deep rumhlin^i sr:>und of 
the ciiiJdren's wices fills the 

S|>3Ce. An urthil-eL;l.ural atnmtura 
enclosing tune, die hallway and viewing 
room freme an Ihar transcends 

human scoJo pn both Nme fl-nd spaEjo, 
Placing Uie cM-ld’s brrthcsy party In the 
Int^ridl, subjeclivu di^m^qJn of rtual, 
memory, and ernoLive association. 









6. 1993 

Videotape 

Lent %hu iJrti^L 


4. <iar UnCK^Ing at an 

Empty Hou»e, 1^82 
VKieft/soursd iristallatjof" 

Tfte Art IfSStFtULfl of C>ildSgCi: RastrlETred gjft 
of flaitiare iBIi-ifirit, Mr^i. ITlOmaa M. Diitmei, 

Ru'd Harwich. Suiian 

Mafdiii and lrvir(g Stann. Dr. and Mrs. Paul 
Stemherji ^ncl Lymi ancf AJIfli luincr. thfu-J^li 
prior acQyi 3 iti 0 r ;9 of die Lelfth and Mary &leoh 
CoHcctiotfi 

A ricavy mcriJicri chair stands empLy in 
front of a TV manitof. Ttio monilor 
shows 3 man in close-up its he struggles 
to stay dAiva^e and alert. The room rs 
sller^r. Headphones on ttie chair al3c?w 
the view^er lo hear ttve Inri^r body sounds of 
trie man on tfte aoraan- his i>re3iftriin£ 
and swadowing, with multiple voigg? in 
trie background engaged In stream-of- 
conseiciijartesa chatter. At randon" 

Interval Sr tfie man fs- struck woientfy 
from behind by an unseen figure. 
nau.Rlng a (out) explosion of sound to 
momentarily burnt out from two loud- 
soeakars In The mem. 



S. The SleefKPS. 1992 
Vidfsn iruU^llBticn 

edition 1: MUeS^ d'ArtCantempcK^^i-'i, 

MOfll4l.T.ll 

Seven malal barrels are hi led tc rb» 
bnm with water. They each contain a 
b<ack-feand‘Wiih«s monifor pnsIMoned 
on itie bottom. Each monitor shews a 
recording ol a siaeparsg person's fece. 
prusenlad with little or no edrtirtg. A 
different person appears in flaqh barrel, 
and tfiey r«?TKajn iaolsted from cnie another 
on ETreir indi-vidi/Hl screens beneath 
die water. The solt light from trie video 
screens eniergeft hoiri ^+rtr.rl h?ifrel and 
diffus&s in the roofn. 


A young girl Fn □ white dress screarns ws 
she stands in llio cential hall ul Union 
Stotton In Los Angeles. The onginel 
scream of a t™ seconds is 
arid shifted in ume to produce u prim4ive 
"scale*' of tonos that constitutes the 
soundtrack of the piece. Imagos of an 
ariclenl: forest, the dosolata urban land- 
scape, the mechanics of heavy industry, 
the technologi' of suTgory the human 
hoc^, and iho leisure culture qI southern 
t^aTfoitHa rewal their felation to cur 
deep, primal fears of illness. moUalily, 
darkness, and the separation of the 
mated 3 l tyody from its spiritual base. 




13 Angel’s Gate. 1989 
Virisn-Tapf: 

Li?riL by the artist 

.A aut.'uu!^Hiu'i yl liKiivldiml imi^.^B.'^ is 
uunoLualed by long, slow fades to hbick. 
The iitra^e aepuences. Incluritnp, trulrr 
falling fruiri a beer y ctindlp beinpf 
esf ngu shed; and a tam-ly lavlnp. a 
pMDlograpr lakhn, rtpn+tFsr ^ ^^H^'ies 
01 upenings or rnornenierv glimpsefi inm 
naLute's essential gestures wrilch, lik^^ 
thuugfily, u\ii (Jt:sl.ne^| In iHi^e nrid 
d'siiiLe-grdLe rr.o obscurity end oblivion. 



14. Heaven and E^rth, 1^92 
V Ulhj jnstariBlipn 

PiLKir: (Jol L'cUon i}f lilt- artis: 

Two WOOD columns c.^lLTitl iitur^ hour lu 
celllTia. separated by gE^p of several 
Inchf^^, At this gap. the exposed lubes 
cf tVi'o black and white vlUcc inoniLois 
a(r>iiitlnrsFiid facing each other ano not 
touching. The uoper nicriityp sho^^s an 
imago of 3n old woiTum's race on Uie 
of deatri, and the lower monitor 
show'E. the face of 3 new bgby priiy 
n d. The lmago£ are s bn: and the 
entire slruc.t'-jre s enclosed m □ S3n-:ail 
room. Since the surface of ebch nioni- 
ror sfifflori Is glass, the reflection of the 
image on the opposing sc neon c^jo by 
seen threugh die surfoco of each image, 
with ths birth face and death face 
r^iflriming an-^ contaming each olhor. 


15 The RcTfcciing Pool, .i.L>T7-7'ii 

videoiapu 

LmuI b^ Hit? drliai 

A man emerges Iium' h lofeil mii sil^nd.s 
before a pool of ^aLut. hu eaps ua nrri 
til Ilf abruuLly stands still. From this 
poiRL dII niovL-riii^iil unu cfi:^in^',+f iri 'f e 
odK-r wise sill scene a'e limited to The 
loflecLons ti?id undutHtiona or Tlie ftiirfacfi 
cf LilC pOrid. Ief'iu bucyiTies tfstf+rirjed 

on-d purictuaLeJ by u ssrfss of events 
scer oi ly as lellecliens n Itia WHtwr. 

The emergence of tht? individual inlo 
the rif;jlu-i:4l ttrivirervriienf becomes s 
boptisni mlD a wuild l>" virluul inih^',n.4. 
and mdkecL verceplions. 










7 . Tha CraaflJng, 19 ^ 

Video/s&und 

bdiUvii 1; Iht bk^ht'ii Kuajridytj^i; Piuirti^eij 
gift Tn rhs Saliimon R. frijplgftnhfiim Miisj^LiEnr 
New Yl&rk 

iny yiiMfeiii anniliiiaUiJii Qi H \Mmr\ lip^ure 

by oppo^in^ n^lural ct tire snd 

wsiffr is projedied simultaneously on 
\w large scrtoji^j. mourU^jiJ UttuMo- 
tacH. ft mao approaches Iram a Jong 
uislanue in sla\Ai rnolian. Ke finally sEDpa 
s^fKl ^-tanus slil^. On Ofie serein. I lames 
appear ijiL his feel and quiciily spread to 
cDnsunto hia eriLrre tiouy. On ihe oiner 
scr<?eh. '^atar poera c-owi) from abox^. 
iiicreasiiLg unlrl he beeumes completely 
inundated. In the end, itie man is gone 
sod only small flicherins flames on a 
tjurpt floor remain fr; die w-m Irm^e, 
while 0 few liogcnr^g drops of water fail 



B, Warhlid^ Nates and Drawings 

A selection of me artj&t's notebook 
sntrles and worklQg drawings for his 
msloHations and videotapes, from 1972 
to 199G. 




Precinrlfin. 1^9$ 

A slk-c-hginn?l aij^md Irist^llprcn ated In The 
tranoiUona! ouacC-s tt?|rtatoni ty-iU Blxiirwc:ll! 
beT*een the Ihlrd ar^d fou^tn fieora. 

Voices are heard at the of audibility, 
hdiviciufri araflnnce.'^ that whisFter tfv^ir 
perFinnfal snerers ftnri private sinries 
Twp aridtlonBE sour^da, ihe rhythm of 


rfljiijlw^ hreflthir^p. unrl Tns r:nn<^tarit \mi 



’':r: Tha Vailing. 1995 
Videa/saund insTallsti&n 
Ediiiyn 2: Ouhu'cLur dJ Hit urlla;: Luu.’-Lusy 
Aritri^iliy i l'UI lj->|lei Vi LiJrXjrjii 

Images of a man ana o woman '■noving 
mrou^ a series of r^octurnal londscopes 
are projected into parallel layers of 
loosely suspended t-^an&lLicent cloth. The 
two figures appear on separate, opposing 
vioeo channels, and are seen gfadLislly 
mov ne frorm da--k area:^ at shadow Into 
areas of bright llghl. The c.lofh mstercal 
diffuses the ight arK the iigures dissipate 
In intensity and foeus os thc^ pciiotraic? 
fLi'ther into the SCrim layers. everilually 
intfi--sect ng each othe-- on the central 
vei. Recorded Inaepencentiy. the Impg-^s 
■r>^ '.he man and the woman never coesisT 
in the same vcleo frame. Duly the light 
from their inagas Inter mingles in Tie 
fabric of the hangmg veiSs. 


pulsing of a human hearlbeot, fxiciir 
in The backgrodno and betonne The 
phys-i^ipE gtnuTLft lor Ihe jf|4vohtilogical 
presences of memory and individuality 
clrcdlatzi^ In thfi space 


17 - Tiny Deaths^ 

VidRO,/Rr'ijrd ■ nF,t^l Ir* inn 

Edition 1: rvl'j£&t d'Ar: Coni^miuarair as Lyon. 

It.^iIiiX" 

Three large projections appear on thie 
walls of a completely park rooiri, ll icy 
exist pt lilt? Ibr^jshold of pcTccption, 
bsnely visible m the darkness. Huiran 
faims gyixieaiiy einergc ai Umi dihiojeLLeb 
on o field of noise. Quiet, .ndec phomble 
TO ices arc heard by cat: ! i im^c. At 



randuin imuivyis, u Pig'iL source :jlurt'ly 
oppears on one of the figures, incieasirg 
until the illumination rapidly accelerates 
to sudddoly constimo the whole body in o 
burst cf saturc-ted wh-te Ight. The peak 
ligdt mon'criTanly il umiriates the rgyrn 
and washes out the other two pnojC'Ctioiis. 
All returns abruptly :q darkness until gne 
of tne ethci prujuoieU 'igurus r\w*sb 
through th^; s^nio trafisforrootion. 











ffltt $0eii;a D&f-pWfiert 197fi 


Screening Schedule 

Works H^deotiiEHi. c^tof, and monD 
sound, unless oilier wise noieiJ. Ali 
works are lent to the extilbition tourLesy 
of the artisl. 

Second Flooi 

Flim/'Vi^o Gallery 



ThrefikoW. \m2 

y UoL^/;i^>ulld jnslullETlicn 

hililiofi y: [Ji>|li£jCtiO[ I ijr UiL-: ttjLiiil. tu-jrtesy 

^nthar^ (I'Offay Gti'lftry. I n#>rl;:.fi 

Curren( iww5> srroHs an Plfjelrnn li¬ 

ds pi ay sign with up-to-dste re|>r!n?i nr. 
IMe daily 01 Ih*^ wtifU!. tfin i.'li.m' 

itultd test IS harsh and bri^h A hlsok 
o-ijen doorway nlersecta the rilvidh'ip. 
i| i:i Lwi^ antJ tn h dnrk irsne' 

roym. Inside this raon. Th^ee =argfi. dim. 
bli!."k^and-whii 0 pr-ojeoTlnrsi of rhe 
gl slvepirip^ E^Hopia apfs+tar or hie w?!ills. 
The sound o' regular breathing can be 
heard ui irie darkness. Occasmn-'k y. 
gf tne figures muvas or shilLs jx^sition 
ijgl remains asleep, an unconscious 

p^eseiioti exiaiin^ Ljt:ot:alli lJi+^ |fidiiNi^?^tinl 

Mow ol worldly everts. 


Wedne^diiys afvd Fridays sit noi^ii; 
Thuradayi^ at 2:00; Saturdays and 
Sundays at 21:20 

! Dq S^ol Know Wbaf /t is ^ Am Uk^i 
1986, Sisrtto BULinri; rnihulos. 

W^naBdnyi and Fridays at 3:00;; 
Thursdays at 4:30; Saturdays ^nd 
Sundaya at 1:30 

fffe Pfifss^n^, 1991, Bleck-anctwhitfl: 

54 minutes. 

Wednasdaya at 4:30 

japfi r, Black-and white; 

6:50 minutes. 

Coj7ipnsj7/on 1973. Biack-ahd- 
wtnle: 9:42 minutes. 

Level. 1973. Black-and-whlTe; 

8:2^ minutes.- 

Cycti^Sr 1373. BlacM-and’WtiitBi 
/;Q4 minutes. 

/n 1973. 4:J4 mlnutes- 

Sreskfasf^ 1974. 5:05 minutfls. 
Vifuction, 1974. 2:34 mlnulen. 

Thursdays at 6:30; Saturdaya at 4:30: 
Sunduyi at 3:00 

Chof? (A Forlrifff fo ancJ 

Wei?U, 191^9. 28 minutes. 


Thra&hold. i992 

Fftbrurtry Sl^Ria 

Sony Public: Arcade 

S50 VadiBon Ave-nue^ 

tKftwse^n SSth and S&th Streets, 

M&ndaj- tfiroLigJ" Sund^, 7 anr-ll ptv 

Admission is frfift. 


Deserts. 1994. Ster^ Suurid; 25:D9 
minutes-, Music by Eclgerd Verese. 

Fridays at 4:30 

A Mfiifon Other W!}gs (2h 1375. 

4:35 ninuTes. 

1975. 7:.43 iT-inute^. 
ftiurSoRgs, 1976. 33:33 mi Rules. 
CgmprJsct: Jwkyttfd LevitBtiof]. 

3:11 ml routes: Scr7gs ofinrjoeer jt'ts 
3:34 minutes: Tho St^sce Belvreen ibe 
TeetK 9:1D minules; Truth TTrrou^ 
tn^fMctif3t/un, 10:59 minutes, 

S^turdtiys at 3:00 

1979 . SLereiJ sound: 

13:14 minutes. 

Ancient of Days. 1979-31. Stereo 
sound: 12:21 minutes. 

Memory, 197880. 

15:13 minutes. 

i^asons for Kncching at an Empty 
WcHise. 1983. Blachand white, stereo 
sound: 19:11 minutes, 

Sundays at 4:30 

Hafsu VUme (V7ref 19Si. Sierao 

sound; 56 FTrlnutes. 


HiiiitDs Triptych. 1992 

FLUruiuy 10-TAprl! 19.199& 

rt'C valiu.diyl Chure+i of S 4 . Jdhr the Divine 

1 C 4 / Antburdam A^/^enuc at 112 th Street 

rvtondiiy rhrou-t^li iiulwriiuy 9 urn-’idon and 

1 tL pin: SuphJw, 2-5 pm 

AdrrvBsian i- liti.' 


Nantes Triptych. lb#92 

Virtisn/shUi II] irv.,t:j IldliLni 
Cdilicfi 1: fondF^ n3t<nn.=3l fr.=»ft i^ft'^ri*ir|ii>ruiii. 
UL'niiiyiiiJo puWidUd -lon^ue pQur le Muses 
dsF. tiri.iuE Ai K I If Ngrik"j. Mini jliTC iAl! u 
Cu'ti^re. Paris 

A uentrai rntige of 5 man floaTirtp, under¬ 
water fully clotnfld in a blank pniol 1$ 
fEurikpd on Itie lull by '^ri Imafre ri* a 
yuur^g woman giving b rtn and, on ttic^ 
nglit. by dll old woman on h«i dnathhfid. 
The thrgg Luj^eliier lorm n irin- 

lyuh based on Lhe IreditionaJ alt.^rp ctie 


form. The two side panels erg 
documfl rt.r nf notuAi Events. The ccntiTG 
I maps Is orojectec orto a trLins'ucent 
ninth scrim stretchod in front o^ on 
empty wtiilft mom, formiig an ndislinct 
liimfnous cloud cf light bchmd and 
heynnd rhi? surface of the? Inieigc. The 
prolftcind imnp^e. nf "he body underwater 
ho'jfirs in midal', part mater a . puii 
immatftri^il, hp|n In fra^l# su^ppm^ion 
oefofe ar ndisrlncf, Shadowy spacB 
i^KvE^e.n hirfh gnd dearth. 



Off-Site Installations 

















































Color video loser disk and player 
projecting on a M-foot vertical 
iramecLscreei=r mounted on wall 
in a darkened 2f x 21-foot space 
with amplified stereo sound. 
Durafien: W minutes. Edition 2 of 5. 
Collection of the Modern 
Art Museum of Fort Worth, 

Museum Purchase 


Bill Vi 
is one 
Secre 
forth 
Venic 
a sine 
unfur 
foots 
simpi 
five S( 
expar 

tion, unfolding in extrenne slov^ 
has said, "By slowing everythin 
every movement has the effec 
makes a common scene spect. 
proportions in cascades of lunr 
pace. If Bill Viola is the most ao 
today - and he is - it is becausi 
technical parameters.To do thi 
craft of video and sound techn 
able beauty and poetic resona 
So, what are The Greeting's 
inspiration for this video install 
inspired by Jacopo Pontormo's 
(ca. 1528-29).The story of the"' 
Mary began appearing in Goth 
Gospel of Luke (1:36-56) the vi: 
cousin Elizabeth took place jus 
occasion of mutual rejoicing si 
of pregnancy after a lifetime of 
Florentine Mannerist, painted f 
in the tradition established in t 
are of comparable physical dinr 
light and space, and they are a' 
Mannerist style is known for its 
polished surfaces, high-key coli 
communication of feeling. Bill \ 
Pontormo painting in a 1995 ir 

Bill Viola: I guess it was th( 
is contained in that event i 
speaks to Elizabeth. I'm fasi 

Above: Jacopo Pontormo, Italian, 1494- 
* Oil on panel, 79 x 61 3/8 inches, Pieve c 













It only tc 


for an in 


become 



JTherll works are screened in the Dorothy Collins 
Auditorium, located on the lower level of the 
museum’s Bing Center. Admission is free. 


PROGRAM 1 


All videotapes are lent to the exhibition courtesy of 
the artist. 


Approximate running time, 45 min. 

Tape I, 1972, black-and-white, mono sound, 6:50 min. 
Composition “D”, 1973, black-and-white, mono sound, 
9:42 min. 

Level, 1973, black-and-white, mono sound, 8:24 min. 
Cycles, 1973, black-and-white, mono sound, 7:04 min. 
In Version, 1973, color, mono sound, 4:24 min. 

Instant Breakfast, 1974, color, mono sound, 5:05 min. 
Olfaction, 1974, color, mono sound, 2:34 min. 


PROGRAM 2 


Approximate running time, 46 min. 

A Million Other Things (2), 1975, color, mono sound, 
4:35 min. 

Return, 1975, color, mono sound, 7:43 min. 

Four Songs, 1976, color, mono sound, 33:33 min. 
Comprises Junkyard Levitation, 3:11 min.. 

Songs of Innocence, 9:34 min., 

The Space Between the Teeth, 9:10 min., 
and Truth Through Mass Individuation, 10:59 min. 


PROGRAM 3 



Approximate running time, 60 min. 

Silent Life, 1979, color, stereo sound, 13:14 min. 

Ancient of Days, 1979-81, color, stereo sound, 12:21 min. 
Vegetable Memory, 1978-80, color, mono sound, 

15:13 min. 

Reasons for Knocking at an Empty House, 1983, 
black-and-white, stereo sound, 19:11 min. 


Approximate running time, 57 min. 

Chott el-Djerid (A Portrait in Light and Heat), 1979, color, 
mono sound, 28 min. 

Deserts, music by Edgard Varese, 1994, color, stereo 
sound, 28:09 min. 


i 
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npression 
a vision. 






October 30* 

Program 1 at 3 p.m. 

October 31* 

Program 2 at 5 p.m. 

November 1* 

Program 3 at 4 p.m. 

November 2 

Program 1 at 3 p.m. 

November 3 

Program 2 at 3 p.m. 

November 4 

Program 3 at 3 p.m. 

November 6 

Program 4 at 3 p.m. 

November 7 

Program 5 at 5 p.m. 

November 8 

Program 6 at 4 p.m. 

November 9 

Program 7 at 3 p.m. 

November 10 

Program 1 at 4 p.m. 

November 11 

Program 2 at 3 p.m. 

November 13 

Program 3 at 3 p.m. 

November 14 

Program 4 at 5 p.m. 

November 15 

Program 5 at 4 p.m. 

November 16 

Program 6 at 3 p.m. 

November 17 

Program 7 at 4 p.m. 

November 18 

Program 1 at noon 

November 20 

Program 2 at 3 p.m. 

November 21 

Program 3 at 5 p.m. 

November 22 

Program 4 at 4 p.m. 

November 23 

Program 5 at 3 p.m. 

November 24 

Program 6 at 4 p.m. 

November 25 

Program 7 at 3 p.m. 

November 28 

Program 2 at 5 p.m. 

November 29 

Program 3 at 6 p.m. 

November 30 

Program 4 at 3 p.m. 

December 1 

Program 5 at 4 p.m. 

December 2 

Program 6 at 3 p.m. 

December 4 

Program 7 at 3 p.m. 

December 5 

Program 1 at 3 p.m. 

December 6 

Program 2 at 4 p.m. 

December 7 

Program 3 at 3 p.m. 

December 8 

Program 4 at 4 p.m. 

December 9 

Program 5 at 2:30 p.m. 

December 11 

Program 6 at 3 p.m. 

December 12 

Program 7 at 3 p.m. 

December 13 

Program 1 at 4 p.m. 

December 14 

Program 2 at 3 p.m. 

December 15 

Program 3 at 4 p.m. 

December 16 

Program 4 at 2:30 p.m. 

December 18 

Program 5 at 3 p.m. 

December 19 

Program 6 at 5 p.m. 

December 20 

Program 7 at 4 p.m. 

December 21 

Program 1 at 3 p.m. 

December 22 

Program 2 at 4 p.m. 

December 23 

Program 3 at 3 p.m. 

December 26 

Program 5 at 5 p.m. 

December 27 

Program 6 at 4 p.m. 

December 28 

Program 7 at 3 p.m. 

December 29 

Program 1 at 4 p.m. 

December 30 

Program 2 at 2 p.m. 

January 1 

Program 3 at 3 n.m. 












January 3 

Program 5 at 4 p.m. 

January 4 

Program 6 at 3 p.m. 

January 5 

Program 7 at 4 p.m. 

January 6 

Program 1 at 3 p.m. 

January 8 

All programs in rotation from 2 p.m 

January 9 

All programs in rotation from 2 p.m 

January 10 

Program 4 at 4 p.m. 

January 11 

Program 5 at 3 p.m. 

*Mennbers’ 

preview day 



Things 
are 

moving 
a iot 

siower thian 

- It 

most pechle 
realize. ’ 

















The Crossing, 1996 
Video/sound installation 

Edition 1: The Bohen Foundation; promised gift to the 
Solomon R. Guggenheim Museum, New York 


The violent annihilation of a human figure by opposing natu¬ 
ral forces of fire and water is projected simultaneously on 
two large screens. A man approaches from a long distance 
in slow motion. He finally stops and stands still. On one 
screen flames appear at his feet and quickly spread to con¬ 
sume his entire body. On the other screen water pours down 
from above, increasing until he becomes completely inun¬ 
dated. In the end the man is gone and only small flickering 
flames on a burnt floor remain in the one image, while a few 
lingering drops of water fall onto a soaked floor in the other. 
The two traditional natural elements of fire and water appear 
here not only in their destructive aspects but manifest their 
cathartic, purifying, and transformative capacities as well. 


Threshold, 1992 
Video/sound installation 

Edition 2; collection of the artist; courtesy Anthony d’Offay 
Gallery, London 


Current news scrolls across an electronic display sign with 
up-to-date reports on the daily events of the world. The illu¬ 
minated text is harsh and bright. A black open doorway 
intersects the sign, dividing it in two and leading to a dark 
inner room. Inside this room three large, dim, black-and- 
white projections of people’s faces while sleeping appear 
on the walls. The sound of regular breathing can be heard 
in the darkness. Occasionally one of the figures moves or 
shifts position but remains asleep, an unconscious presence 
existing beneath the incessant flow of worldly events. 


Location to be determined 


I Lm I will feature the art of Bill Viola on 

two Friday nights, November 7 and 14, at 11 p.m. Viola and 
theater director Peter Sellars will introduce the broadcast 
both evenings. Works scheduled are 


Friday, November 7, 11 p.m. 

Tape I, 1972, 6;50 min. 

The Space Between the Teeth, 1976, 9;10 min 
The Reflecting Pool, 1977-79, 7 min. 
Vegetable Memory, 1978-80, 15;13 min. 
Anthem, 1983, 11;30 min. 

Angel’s Gate, 1989, 4;48 min. 


Location to be determined 


Nantes Triptych, 1992 
Video/sound installation 

Edition 1: Fonds national d’art contemporain, Commande 
publique congue pour le Musee des Beaux-Arts de Nantes, 
Ministere de la Culture, Paris, France 


Friday, November 14, 11 p.m 
The Passing, 1991, 54 min. 


A central image of a man floating underwater fully clothed in 
a black pool is flanked on the left by an image of a young 
woman giving birth and, on the right, by an old woman on 
her deathbed. The three images together form a triptych 
based on the traditional Western altarpiece. The two side 
panels are documents of actual events. The central image 
is projected onto a translucent cloth scrim stretched in front 
of an empty white room, forming an indistinct luminous 
cloud of light behind and beyond the surface of the image. 
The projected image of the body underwater hovers in midair, 
part material, part immaterial, held in fragile suspension 
before an indistinct, shadowy space between birth and death. 


Presented at the Los Angeles Central Library 
The J. Paul Getty Trust Room 
630 West Bth Street, downtown 


Vegetable Memory 
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Slowly Turning Narrative, 1992 
Video/sound installation 

Edition 2: Los Angeles County Museum of Art; Modern and 
Contemporary Art Council Fund 

A large rotating screen shows a man’s face in black-and- 
white on one side and a series of color images on the other. 
One side of the screen is mirrored, and it reflects the viewer’s 
own image as well as the projected images, which travel 
across the walls of the 
room as the screen 
turns. A voice recites 
various states of being 
and actions in a contin¬ 
uous repetitive chant. 

The entire space 
becomes an interior for 
the revelations of a 
constantly turning mind 
absorbed with itself. 

2 

He Weeps for You, 1976 
Video/sound installation 

Edition 2: collection of Pamela and Richard Kramlich; 
courtesy Thea Westreich Art Advisory Services 




5 

Room for St. John of the Cross, 1983 
Video/sound installation 

The Museum of Contemporary Art, Los Angeles; the El Paso 
Natural Gas Company Fund for California Art 

Through a window in a black cubicle in a black room, a small 
color monitor on a wooden table is visible. The monitor dis¬ 
plays a color image of a tranquil snow-covered mountain. A 
voice quietly reciting the poems of the Spanish mystic St. 
John of the Cross can barely be heard from within. Outside, 
a large image projected on the wall shows black-and-white 
images of snow-covered mountains in constant wild, chaotic 
movement. A loud roaring sound fills the space like a storm. 
St. John’s poems often describe love, ecstasy, flying, and 
passage through the dark night. They were written while he 
was held prisoner in a tiny windowless cell and tortured by 
the Inquisition for nine months in the year 1577. 





A drop of water emerging from a small brass valve is 
magnified by a video camera and projected on a large 
screen. The close-up image reveals that the viewer and a 
portion of the room are visible inside each forming drop. The 
drop swells and finally falls, and a loud sound is heard when 

it lands on an 
amplified drum. 
The entire room 
and persons in 
It are subject 


6 

Anthem, 1983 

Videotape 

Lent by the artist 


A young girl in a white dress screams as she stands in the 
central hall of Union Station in Los Angeles. The original 
scream of a few seconds is extended and shifted in time to 

produce a primitive 
"scale” of tones that 
constitutes the sound¬ 
track of the piece. 
Images of an ancient 
forest, the desolate 
urban landscape,the 
mechanics of heavy 
industry, the technol¬ 
ogy of surgery, the 


j 











Video/sound installation 

Carnegie Museum of Art, Pittsburgh; museum purchase: gift 
of Milton Fine and A.W. Mellon Acquisition Endowment Fund 

A black-and-white monitor on a wooden chest shows a close- 
up view of a person sleeping. At random intervals the lights 
in the room cut out and large violent images appear on the 
walls as loud roaring sounds fill the space. After a few sec¬ 
onds the lights come on and the room abruptly returns to 
normal, as if a momentary glimpse to another, parallel world 
has appeared, revealing a dark underside to the familiar 
well-lit environment. 



4 

The Stopping Mind, 1991 
Video/sound installation 

Exhibition copy; original in the Museum fur Moderne Kunst, 
Frankfurt 



Still images appear on four large screens mounted parallel 
to the four walls of the room. A voice is audible at the center 
of the space quietly whispering a continuous chant that 
describes the passive loss of bodily sensation in an unknown 
black space. At random intervals the images simultaneously 
burst into movement, momentarily coming to life in violent 
frenetic motion and loud roaring sound. They abruptly become 
silent and still again as frozen frames, until the next burst of 
activity once again brings them to life. The room continues 

in a cycle of sustain 
and release, as 
memory and experi¬ 
ence constantly 
interact within the 
larger stream of the 
perpetual movement 
of individual con¬ 
sciousness. 


reveal their relation to our deep primal fears of illness, mor¬ 
tality, darkness, and the separation of the material body 
from its spiritual base. 

7 

Reasons for Knocking at an Empty House, 1982 
Video/sound installation 

The Art Institute of Chicago; restricted gift of Barbara Bluhm, 
Mrs. Thomas H. Dittmer, Ruth Norwich, Susan and Lewis 
Manilow, Marcia and Irving Stenn, Dr. and Mrs. Paul 
Sternberg, and Lynn and Allen Turner, through prior acquisi¬ 
tions of the Leigh and Mary Block Collection * 

A heavy wooden chair 
stands empty in front 
of a TV monitor. The 
monitor shows a man 
in close-up as he 
struggles to stay 
awake and alert. 

The room is silent. 

Headphones on the 
chair reveal his inner 
body sounds of 
breathing and swal¬ 
lowing, with multiple voices heard in the background 
engaged in stream-of-consciousness chatter. At random inter¬ 
vals, the man is struck violently from behind by an unseen 
figure, causing a loud explosion of sound to momentarily 
burst out from two loudspeakers in the room. 



8 

Heaven and Earth, 1992 
Video installation 

Artist’s proof: collection of the artist 

Two wood columns extend from floor to ceiling, separated by 
a gap of several inches. At this gap, the exposed tubes of 
two black-and-white video monitors are positioned facing 
each other and not touching. The upper monitor shows an 

image of an old woman’s face on 
the verge of death, and the lower 
monitor shows the face of a new 
baby only days old. The images 
are silent, and the entire struc¬ 
ture is enclosed in a small room. 
Since the surface of each moni¬ 
tor screen is glass, the reflection 
of the image on the opposing 
screen can be seen through the 
surface of each image, with the 
birth-face and death-face reflect¬ 
ing and containing each other. 



All photographs by Kira Perov except S/ow/y Turning Narrative, Gary McKinnis; Room for St. John of the Cross, Kira Perov and Squidds & Nunns; 
The Veiling, Roman Mensing; The Sleepers, Louis Lussier; Threshold, Eduardo Calderon, Moderna Museet, Stockholm; 

Nantes Triptych, Musee des Beaux-Arts de Nantes. Drawings by Bill Viola. 











9 

The Reflecting Pool, 1977-79 

Videotape 

Lent by the artist 

A man emerges from a forest and stands before a pool of 
water. He leaps up, and time abruptly stands still. From this 
point, all movement and change in the otherwise still scene 
is limited to the reflections and undulations on the surface 
of the pond. Time becomes extended and punctuated by a 
series of events seen only as reflections in the water. The 
emergence of the individual into the natural environment 
becomes a baptism into a world of virtual images and 
indirect perceptions. 




10 

Passage, 1987 
Video/sound installation 

Edition 1; San Francisco Museum of Modern Art; Accessions 
Committee Fund: gift of Mr. and Mrs. Donald G. Fisher, 

Susan and Robert Green, Pamela and Richard Kramlich, and 
Mr. and Mrs. Brooks Walker Jr. 



both time and space. 


A long narrow corridor leads to a 
small inner room where a large 
projection fills an entire wall. A 
videotape of a child’s birthday 
party is being played back in 
extreme slow motion, taking 
seven hours to unfold. The room 
architecture places the viewer 
uncomfortably close to the image, 
and the deep rumbling sound of 
the slowed children’s voices fills 
the space. An architectural struc¬ 
ture enclosing time, the hallway 
and viewing room frame an image 
that transcends human scale in 
ngthe child’s birthday party in the 
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The Greeting, 1995 
Video/sound installation 
Artist’s proof 2: Whitney 
Museum of American Art, 

New York; partial and 
promised gift of an anony¬ 
mous donor 

An image sequence involv¬ 
ing three women in an 
industrial urban landscape 
is projected onto a large screen mounted to the wall. Two 
women are engaged in conversation when they are inter¬ 
rupted by the arrival of a third woman. The new woman 
greets the older of the two, apparently her friend, and 
ignores the other. She whispers an urgent message in her 
friend’s ear, further isolating the other woman. With an 
underlying awkwardness, introductions are made and pleas¬ 
antries exchanged between the three. The action unfolds in 
extreme slow motion, allowing the nuance of every fleeting 
glance and gesture to become heightened and remain sus¬ 
pended in the viewer’s conscious awareness. 
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Angel’s Gate, 1989 

Videotape 

Lent by the artist 


A succession of individual images are punctuated by long, 
slow fades to black. The image sequences, including fruit 
falling from a tree, a candle being extinguished, a family hav¬ 
ing a flash photograph 
taken, appear as a 
series of openings or 
momentary glimpses 
Into nature’s essential 
gestures, which, like 
thoughts, are destined 
to fade and themselves 
disintegrate into obscu¬ 
rity and oblivion. 


I - ( '* 

J. 
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Tiny Deaths, 1993 
Video/sound installation 

Edition 1: Musee d’Art Contemporain de Lyon, France 

Three large projections appear on the walls of a completely 
dark room. They exist at the threshold of perception, barely 
.yislbie irLthe darkness. Human forms gradually emerge as .— 
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Bill Viola LAS PASIONES 



Fundacion ”laCaixa” 




Desde 1970, los videos e instalaciones de Bill Viola (Nueva York, 1951) 
han tratado temas como la percepcion, la memoria o la conciencia. En 
su obra titulada «The Crossing>> (1996), Viola sumerge al espectador en 
una espectaculary envolvente experiencia visual y auditiva. En cambio, 
en su nueva serie, ^<Las Pasiones^^ el artista opta por crear una atmosfera 
mtima y silenciosa, con el fin de abordar uno de los asuntos mas anti- 
guos de la historia del arte: la representacion de las emociones. Con 
este fin, Viola se ha centrado, especialmente, en el estudio de los pinto- 
res medievalesy renacentistas, concretamente en su capacidad de 
reflejar las emociones en la pintura religiosa. Por ello, una parte impor- 
tante de las trece videoinstalaciones que conforman <'^Las Pasiones», se 
inspiran en pinturas de los siglos xv y xvi. De esta manera, Viola confie- 
re a sus escenas cotidlanas una dimension mistica y espirltual. 



THE QUINTET OF THE ASTONISHED 
[EL QUINTETO DE LOS AT6nITOS] 2000 

En esta obra se muestra a un grupo de cinco personas que permanecen 
juntas mientras atraviesan una oleada de emocion intensa que amenaza 
con desbordarlas. Cuando comlenza la secuencia sus expreslones natu- 
rales empiezan a cambiar a medida que la emocion, que es diferente 
para cada persona, se apodera del grupo y crece hasta llegar a un nivel 
extremo. Tras algunos minutos finalmente la emocion cede, dejando a 
todas estas personas agotadas y exhaustas. 





◄ DOLOROSA 2000 

Dolorosa es una evocacion de la condicion Humana 
universal del sufrimiento. El observadorve a estas dos 
personas, unidas pero separadas, mientras sufren las 
agonias de la tristeza extrema y las lagrimas resbalan 
por sus mejillas. Sus acciones se despliegan a camara 
lenta, y la secuencia se presenta en un bucle que se 
repite de forma continua, situando el estado temporal 
que implica el llanto de estos individuos en el contexto 
mas amplio de las lagrimas perpetuas y el dolor eterno, 



ANIMA [anima] 2000 

Anima es un estudio de cuatro emo- 
ciones primarias: alegria, tristeza, 
ira y miedo, a medida que se desa- 
rrollan a camara lenta sobre los ros- 
tros de tres personas. Cada uno de 
los actores se mueve a traves de 
estas cuatro emociones en una gra- 
dacion constante de expresiones. A 
primera vista estas tres imagenes 
parecen ser fotografias fijas, pero 
los sutiles cambios de expresion 
y los pequenos movimientos, como 
el parpadeo, desvelan que estos 
sujetos, de hecho, se estan movien- 
do. La mejor forma de contemplar 
esta obra es mirar hacia otro lado 
durante unos minutos y a continua- 
cion volver a ver que cambios de 
expresion y posicion han tenido 
lugar entretanto. 


THE LOCKED GARDEN 
[EL JARDfN ENCERRADO] 2000 
En este caso la accion se despliega de rnanera ininte- 
rrumpida, y los estados de transicion entre las emo¬ 
ciones se convierten en lugares de ambiguedad y 
revelaciones inconscientes. Estas imagenes sutil- 
mente cambiantes asumen el aspecto del retrato 
fotografico convencional, expanden las superficies 
congeladas, de pose, en el tiempo, en cuyo transcu- 
rrir se desvela un mundo de emociones, tan a menu- 
do escondidas de la vista del publico, y se entreve la 
profunda complejidad de una relaclon Humana fun¬ 
damental. ▼ 




◄ SIX HEADS [SEIS CABEZAS] 2000 

Six Heads es la imagen compuesta del rostro de un hombre 
mientras atraviesa seis transformaciones emocionales distintas. 
En un mismo marco aparecen de forma simultanea seis 
imagenes de la cabeza del hombre. Todas ellas comienzan con 
una expresion natural semejante, y a continuacion divergen 
hacia estados progresivamente mas intensos de alegna, tristeza, 
ira, miedo y temor respectivamente, volviendo al estado neutro 
original hacia el final del cicio, que dura i8 minutos. 

La cabeza de una unica persona, que aparece como si fuesen seis 
cabezas, reconoce el hecho de que como individuos estamos 
compuestos por muchos rostros con muchos actores separados, 
cada uno de los cuales espera su turno en el constante desplie- 
gue de emociones que es el ser humano. 

MAN OF SORROWS ► 

[EL HOMBRE DE LOS DOLORES] 2001 

Man qfSorroias es un retrato del encuentro de un individuo con el 
pesary la perdida. Al igual que los iconos religiosos tradicionales 
de la Madonna llorosa o el Cristo sufriente, el hombre permanece 
inmerso en un mundo de dolor. Las espirales de emocion se des- 
pliegan de manera gradual y sutil sobre su rostro, y sus acciones 
se ralentizan y se expanden en el tiempo durante la proyeccion. 

Dado que el bucle de imagenes se repite continuamente y su 
sufrimiento no cesa, el hombre permanece en un estado de llanto 
perpetuo y tristeza eterna. 


i SILENT MOUNTAIN 

[MONTANA SILENCIOSA] 2001 

Silent Mountain es un estudio del 
comienzoy los resultados de un estallido 
emocional cuando este avanza por el 
cuerpo humano. Se trata de un informe 
visual de la capacidad humana para 
resistir la autodestruccion y esforzarse 
por alcanzar la renovacion. Una mujer 
y un hombre soportan su dolor en 
soledad, de forma simultanea, cuando 
de repente ambos estallan en un alarido 
violento, explosivo. 








< SURRENDER [RENDICi6n] 2001 

Un hombre y una mujer aparecen por separado ejecutando tres 
postraciones sobre el agua sincronizadas, que tienen una intensidad 
emocional y una duracion cada vez mayores. Cuando emergen de 
nuevo se dina que su tristeza y su angustia hayan crecido al mismo 
tiempo que lo hacen las turbulencias y las ondas que acaban de pro- 
vocar en la superficie del agua. Esta “imagen de una imagen” se 
vuelve mas violenta y distorsionada cada vez que se sumergen. 



CATHERINE’S ROOM 

[LA HABITACi6n de CATALINA] 2001 

Catherine’s Room es una perspectiva privada de la habitacion de una 
mujer solitaria mientras esta ejecuta una serie de rituales cotidianos, 
desde la manana hasta la noche. Las acciones de la mujer son sencillas 
e intencionadas, y aparecen de manera simultanea a lo largo de cinco 
pantallas planas. Cada uno de estos paneles representa un momento 
distinto del dia: manana, tarde, puesta de sol, anochecery noche. 









FOUR HANDS [CUATRO MANOS] 2001 

Las manos de un muchacho joven, una mujer y un hombre de mediana edad y una mujer mayor, 
que han sido filmadas con una camara en bianco y negro, forman una serie de gestos predeter- 
minados. Los gestos son a un tiempo familiares y extrahos, y estan influidos por una variedad 
de fuentes, desde los mudras budistas hasta los cuadros de quirologia ingleses del siglo xvii. 

Los modelos simbolicos de los movimientos de estas tres generaciones de manos describen una 
Imea temporal que abarca tanto las acciones paralelas de los individuos en el momento presente 
como los movimientos de mayor alcance que constituyen las diversas etapas de la vida humana. 




OBSERVANCE 
[CUMPLIMIENTO] 2002 
Una marea constante de perso¬ 
nas avanza lentamente hacia 
nosotros. Una por una, estas 
personas se detienen en la cabe- 
za de la fila, abrumadas por la 
emocion. Sus miradas estan fijas 
en un objeto desconocido que 
esta justo allf donde no llega 
nuestra vista, por debajo del 
borde del encuadre. La escena 
esta invadida por un aire de 
solemnidad y tristeza. A veces las 
personas se tocan suavemente 
entre sf, o bien intercambian 
breves miradas. Todos ellos 
estan unidos porsu deseo 
comun de llegar al principio de 
la fila y entrar en contacto con lo 
que hay allf. Una vez que su 
movimiento solitario se ha cum- 
plido, regresan al fondo a fin de 
dejar sitio para otras personas. 


EMERGENCE [APARICi6n] 2002 

Dos mujeres estan sentadas en sendos lados de una cis- 
terna de marmol, en un pequeno patio. Ambas esperan 
con paciencia, en silencio. Su vigilia es repentinamente 
interrumpida por una premonicion. La mujer mas joven 
se vuelve bruscamente y observa la cisterna. La esta 
contemplando con incredulidad cuando aparece en ella 
la cabeza de un hombre joven, seguida por su cuerpo 
que se yergue, derramando el agua por los hordes hasta 
el suelo del patio. 

La mujer mas joven agarra el brazo del hombre y lo 
acaricia como si estuviese saludando a un amante 
perdido. Cuando el cuerpo palido del hombre sale 
por completo de la cisterna, este se tambalea y cae. 

La mujer mayor lo coge en brazos, y con la ayuda 
de la mujer mas joven se esfuerza por recostarlo 
suavemente en el suelo. La escena evoca temas como 
la muerte o la Resurrecion a traves del agua que da la 
vida y tambien la arrebata. 



p-m'-r 





THE CROSSING [EL CRUCE] 1996 

En una sala oscura hay dos pantallas de proyeccion de grandes proporciones. Cada una de 
las dos secuencias de imagenes muestra una unica accion en la que esta implicada una 
figura hunnana, y que culmina en su aniquilacion violenta mediante las fuerzas naturales 
de caracter opuesto que son el fuego y el agua. Estas fuerzas no solo muestran aqui sus 
aspectos destructivos, sino que manifiestan tambien sus capacidades catarticas, purificado- 
ras, transformadoras y regenerativas. De esta forma, la autoaniquilacion se convierte en un 
medio necesario para alcanzar la trascendencia y la liberacion. 


Comisario de la exposicion: John Walsh, Director Emerito del J. Paul Getty Museum 
© De las fotograffas: Kira Perov 
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Sala de Exposiciones 
de la Fundacion ”la Caixa 

Serrano, 6o 
28001 Madrid 


Del 5 de febrero 
al 15 de mayo de 2005 

Horario 

Laborables, de n a 20 h 
Domingos y festivos, de ii a 14,30 h 
Martes, cerrado 


LABORATORIO DE LAS ARTES 

Actividades para grupos escolares 
Previa inscripcion 

Visita taller 

Edad recomendada de 7 a 16 anos 
Grupos de 25 a 30 personas 
Lunes, miercoles, jueves y viernes, 
de 10 a 14 h y de 15 a 17 h 

Visita comentada A 

Lunes, miercoles, jueves y viern^B 
horario a concertar 

Presentacion para profesore^^H 
Martes, 8 de febrero a las 18 

Actividades para familias 
Previa inscripcion j 

Visita taller 

Domingos, de 10 a 12 h 

Visitas comentadas 
para el publico en generaBB 
No se precisa inscripcioiJB 
Lunes, miercoles, juev^Hl 
y viernes, a las 18 h 

Reservas e inscripcpnes 
Telefono: 91 426 02^ 

Fax: 91 426 02 44 / 


Servicio de Infonbacion 
de la Fundacior^Ma Caixa' 
Telefono: 902 J3 040 
www.fundacioj^aixa.es 
info,fundacioffiracaixa.es 




Exposicion organizada por el J. Paul Getty Museum, Los Angeles 


Fundacion ”la Caixa” 


